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Preface 


Throughout the whole history of human development there were attempts to define and 
describe the essence and contents of «music» as a concept from a variety of angles and with mixed 
success. Emphasizing the most formal, so to say, most abstract aspect of the matter and 
summarizing it, we can say that music is a way of organizing sounds in a certain sequence. 

Being a result of the activity of human consciousness, music inevitably reflects some features 
of its creator's nature, i.e. traits of the consciousness. The major purpose of this book is to examine 
and to describe the nature and properties of the very substance of music; it also explores the ways of 
genesis of primitive musical forms, introduces the basic elements of musical texture and explains 
how and from what matter these elements are created and which properties they have. 

We have tried to be as consistent as possible, so the presented matter has been systematized 
and the book divided into chapters for your convenience. It is important to realize that each chapter 
is a necessary base for next chapters; thus, it is vital to make sure that the present chapter is 
understood correctly and mastered in full, before you proceed to the next one; otherwise reading of 
this book might turn into useless process. 

At the very beginning the book deals with the matters of common knowledge, in particular, 
those explored by Arnold Schoenberg; however, the matter is given from a new perspective. That 
gives the reader a possibility to form an analytical base necessary for mastering of subsequent 
matter which is presented as briefly as possible. 

Thus, wishing you pleasant and thoughtful reading, we commence this book. 



Chapter I 

Sound and relationships between sounds in music 

1. Sound 

Each sound has a set of parameters: pitch, duration, volume, timbre and so on. Some of them 
(for instance, pitch and relative duration) are normalized; in other words, they can assume no value 
except for the predetermined array of measurable constant values that are used in music. 

Visual transcription of sounds with normalized parameters is called notation, while a symbol 
of a sound is called a note. 

Classical notation deals primarily with two parameters: pitch and duration, which are 
expressed in relative units. Correspondingly, each sound can be depicted in two-axis coordinates 
(fig. 1-1), where pitch (in standard units) is laid off as ordinate while time is laid off as abscissa. As 
a standard unit for pitch we can choose, for example, a step, and as a unit of time we can take a 
second. It is clear, that for transition to measuring time by beat as in classical notation we should 
determine the whole-note duration in seconds and divide time in seconds by this value. Hereafter 
we shall constantly refer to this way of transcription of sound: 
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Fig. 1-1. A note with the 1 st step pitch sounds continuously. The pitch level is measured in 
steps and time in seconds or beats 

2. Functional relations between sounds 

Functional relations between sounds can be infinitely multilevel and variform. 

Let us consider several simple examples. 

Suppose we have a note representing a sound with pitch level h=l. In our coordinate system 
we can represent the sound of this note in different time intervals both chaotically and orderly (fig. 
1-2). Orderly sounding can be coherent to some periodic function, e.g. H(t)=l+sin(27it), according 
to the rule: the note sounds when H(t)>l. 
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Fig. 1-2. The 1 st step pitch sounds at first periodically, then chaotically. A “control function” is 
attributed for periodic sounding 

It is evident that we can interlink the concerned periodic nature of the note sound both with 
other functions of the same rule (e.g. H(t)=l+2sin(27it), fig. 1-3) and with different functions with 
the help of other rules (e.g., H(t)=ctg( 7 it), the rule: H(t)>0, fig. 1-4): the variety of possibilities to 
introduce the “control function” is actually unlimited. 



Fig. 1-3. The variant of “control function” choice with the same rule 
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Fig. 1-4. Another control function and another rule 

And vice versa: by attributing some function and some rule for a note of a certain pitch we 
can control this note, making it sound whenever we need it. If we want to control several notes at 
the same time, we can set the rule for one certain note and add to this rule functions that control 
behavior of other notes. Thus we establish functional relationship between sounds. E.g., for a note 
with the pitch level h=l we can assign the function Hi(t)=l+sin(27it) and the rule H i (t)> 1; for a note 
with the pitch level h=2 - the function H 2 (t)=cos(67it)+t/2 and the rule H 2 (t)<Hi(t) (fig. 1-5). As a 
result there appears interaction between sounds: in part the first sound controls the sounding of the 
other. Moreover, nothing forbids us to introduce recursion - that is, a rule that is based on the sound 
behavior during preceding intervals of time. In this case we may observe that earlier behavior of the 
sound controls its subsequent behavior. 
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Fig. 1-5. Organization of sound interaction through interaction of control functions 

Now let us put aside the duration of sound and deal with two parameters only: the pitch and 
the time of onset of the note. Accordingly, the given subject matter - the onset of note sounding - 
will be represented in our coordinate system as a dot. When we introduce the onset of two notes one 
by one, we shall get two dots (fig. 1-6). 
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Fig. 1-6. The onset of two notes 

Can we say for certain, by what pattern these notes are connected - or can we at least confine 
the number of such patterns and predict what notes could be played according to these patterns and 
at what time? Certainly no, because two points can be connected not only by a straight line, but also 
by infinitude of fitting curves, and there is also infinitude of curves containing only one of these 
dots or none of them. 

By choosing different control functions and rules for these two notes, on the basis of these 
two dots only, depending upon our choice we shall get absolutely different sequences of sounds in 
future. These sequences form elements, in their turn they are combined into a form, which is 
governed by the laws of development coherent to control functions. 

Exercise: create two dots - onset of two notes; introduce control functions and rules for the 
notes; get further sequence of sounds; transcribe the results in classical notation rounding the 
obtained data to notes and time values. 

























Chapter 2 

Linear transformation of melody 


In the previous chapter we have shown that for any note or even any composition we can find 
control functions which control the onset of sounds and their time values and thus embody the 
mathematical sense of the composition. 

We have also described a method of representation of musical compositions with the help of 
two-axis coordinates where the time is laid off as abscissa and the pitch is laid off as ordinate. The 
sound of a note of a given pitch is shown on the graph as a horizontal line with the ordinate 
corresponding to the given pitch, the rest in the sounding of the note is represented as absence of 
line at this pitch level. It is especially important to consider such parameters as the onset of note 
sounding and its pitch jointly; for this reason further on we are going to examine these very 
parameters in the first place and pay little attention to the sound duration. 

Now we would like to demonstrate how we use the principle of linear transformation of 
melody. 

The graphical representation of melody allows to make it literally explicit, i. e. visible. 

We shall examine the theme of fugue in D# minor (fig. 2-1) and of fugue in D minor (fig. 2- 
la) from Bach's WTC, 1 st volume. 
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Fig. 2-1. The theme of fugue in D# minor 



In two-axis coordinates they are represented as graphs - see fig. 2-2 (fugue in D# minor) and 
fig. 2-2a (fugue in D minor) - which can be regarded as parts of some functions graphs or as 
complete functions' graphs. 
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Fig. 2-2. The graph of the theme of fugue in D# minor 














































Fig. 2-2a. The graph of the beginning of fugue in D minor 

On the one hand, linear transformation is technically the easiest way to transform melody; on 
the other hand, it is characteristical that affinity between the fragments correlated by linear 
transformation can easily be sensed by ear. Mathematically the linear transformation is expressed by 
the change of coordinates, where new coordinates are linear functions of the original ones: 
{hi=Anh+Ai 2 t+Cl, tl=A 2 ih+A 2 2t+C2}, where Ay are scaling factors, Ci and C 2 - shifts of new 
coordinates in relation to the original ones. 

The melody that has a graph identical to the “old” one in new coordinates while returning to 
the “old” coordinates will obtain a new form, somewhat different, however clearly recognizable. 

Any linear transformation can be represented as a combination of elementary transformations 
from the basic set. Altogether, there exist four such transformations: shift, scaling, reflection and 
rotation. In the strict sense, rotation is a combination of two reflections, but it is more evident as a 
transformation element, while choosing correct combination of reflections for the rotation 
accomplishment is not that evident and more difficult as a task. 

Let us consider some of the most common particular cases of linear transformation of melody. 

A) Shift 

It is the simplest transformation possible. Example: the tonal answer in any fugue is in fact a 
time and pitch shift of the main theme. 

B) Reflection with a shift 

Let us set an imaginary mirror to our graphs, as in fig. 2-3 and in fig. 2-3a (this operation is a 
result of coordinates transformation according to the law hi=-h+Ci, ti=t+C 2 , where parameters Ci 
and C 2 define at what pitch and at what time correspondingly the reflected melody appears). The 
result will be a melody (here and further on in similar cases it will be marked in red), which is used 
by Bach in fugue in D# minor, for instance, in the 44 th bar (fig. 2-4) or in a variant not so accurate in 
the 30 th bar (fig. 2-5). In the same way in fugue in D minor the derived melody appears in the 22 nd 
bar (fig. 2-4a). 
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Fig. 2-3. The inversion of the theme of fugue in D# minor 








Fig. 2-3 a. The inversion of the beginning of fugue in D minor 


44 



Fig. 2-4. The inversion of the theme of fugue in D# minor is carried out in the lower part, bar 



Fig. 2-4a. The inversion of beginning of fugue in D minor in the upper part, bar 22 



Fig. 2-5. The inversion of the theme of fugue in D# minor is carried out in the upper part, bar 
30 

Such method of melody formation out of an already existing melody is known as 
“conversion” or “inversion”. Let us notice that conversion turns the major key into the minor one, 
and vice versa. 

If we set the mirror vertically, in other words, perpendicular to the time axis (this corresponds 
to coordinates transformation hi=h+Ci, ti=-t+C 2 ), and if we notate it, the derived melody will be the 
theme played backwards - from the last note to the first. Such transformation is known as 
cancrizans in classical terminology. An example of this method usage is the Canon from J.S. Bach's 
“Musical Offering”. Here the bass line is nothing but the canto theme being played from the last 
note to the first one. 
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Fig. 2-6. The Canon from J.S. Bach's “Musical Offering” is an example of cancrizans 


C) Rotation 

We can set two orthogonally related mirrors as is shown in fig. 2-7 and thus get an inversed 
melody played backwards: an inversed cancrizans. It is also clear that the derived melody represents 
the initial one rotated by 180° about an axis perpendicular to the paper. 
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Fig. 2-7. Derivation of inversed cancrizans 
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Fig. 2-8. The theme of the fugue in C minor and its graph. J.S. Bach. WTC, vol.2 




















































































VI 

V 

IV 

III 

II 

I 





Fig. 2-9. The rotated graph of the theme, its notation and the 11 th bar of the fugue in C minor 

We shall illustrate the rotation by 90° with an example of the theme of fugue in C minor from 
J.S. Bach's WTC. The initial theme and its graph are shown in fig. 2-8, the result of rotation by 90° 
counterclockwise is shown in fig. 2-9. As we can see, the rhythm changes beyond recognition, 
monophony turns into polyphony. This matter is found in the 11 th bar of the fugue under 
consideration. Connection between the melody thus transformed and the initial melody is no longer 
easily recognizable by ear, but sometimes there appears a sensation of certain “affinity” between the 
transformed matter and the melody heard before, that contributes to the perception of the 
composition as integral whole. Such transformation doesn't have a name in classical terminology. 
While analyzing some compositions we can find fragments which are related to each other as if this 
method was applied for their formation. It is an open question if these examples are a result of 
deliberate application of the method under consideration or simply coincidences. 

D) Scaling 

If we stretch the graph lengthwise, that is along the time axis, we shall get a melody slowed 
down. Such method is called “augmentation” and in the fugue under study Bach applies it in the 
63 rd bar (fig. 2-10). 
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Fig. 2-10. An example of augmentation in the fugue in D# minor, bar 63 

If we stretch the graph in height, we shall get a melody with entirely different intervalic 
correlation, and the relationship of such melody with the initial one is almost unrecognizable by ear. 
In classical terminology there is no term for this method, and it is rarely applied. Example: the 
theme of fugue in A minor from 2 nd volume of WTC represents a “cross theme” irregularly stretched 
in this way. Of course we can stretch melody irregularly also along the time axis, in different 
sections, and combine them at our pleasure: for example, in fugue in D# minor Bach has applied 
this technique in the 47 th bar (fig. 2-12): the theme which is stated in canto is nothing but a 
selectively “stretched” inversion, repeating note for note the theme inversion stated in the lower part 
in the 44 th bar. 






























Fig. 2-11. The “cross theme” and the irregularly stretched “cross theme” 



Fig. 2-12. The selectively stretched inversion of the theme in the upper part of the fugue in D# 

minor 

Naturally, we can cut melodic graphs in fragments, we can easily move them, lay them over 
and stick them onto each other - all these actions will be examples of linear work with the melody. 
This way of melodic transformation was actively applied in classical music and was reflected in 
such methods as “stretta”, “diminution”, “augmentation”. 

The reader might have noticed that while graphing we chose for pitch representation the step 
scale rather than the scale of sound frequencies or of equal semitones. Here we should say several 
words about our decision to use the steps. 

The point is that the tonality is a system of tones interlinked by complex correlations revealed 
in such parameters (in general, measurable ones) as stability level and tonal gravity level. If we 
measure these parameters we can make sure that every tone has its functional load which reflects 
this intratonal gravity system, and every interval has its own structure fitting into the same system. 
Every tone and every interval in music reveal their functional relations determined by this system 
through interaction with tones and intervals surrounding them. And it is by measuring the tones in 
steps that the system of such relations is represented most exactly. Subsequently the graphs of 
melodies drawn in that scale represent functional tonal interrelations of these melodies constructed 
within their tonality (though we cannot see it in the graph, we can find it out by ear), and these 
relations are preserved through operations, even when the result of an operation is a transposition of 
the melody to any other key, including the transition from the minor key to the major one. However 
it doesn't happen when, operating, we provide mathematically exact preservation of the intervalic 
system measured in semitones, even less so in hertz. 

Certainly, in music history there were efforts to put these relations aside and to compose 
music preserving only the “mathematically exact intervalic system”. Such efforts were made inter 
alia by Arnold Schoenberg. He was excited by the idea of “mathematically exact constructions” and 
performed the operations described above, “preserving exact intervalic structure” of melodies. To 
obtain Schoenberg's results we should replace the “step” scale with the “semitone” scale, and then 
reflected melodies will “exactly” preserve their intervalic structure, but their functional structure - 
the structure of intratonal relations - will be broken. We have to acknowledge that the graphical 
aspect of this practice can be amazing for visual perception of compositions written in such way, 
however our perception of music by ear is governed by entirely different laws, expressed in the 










































system of tonal relations and gravities. 

As you could notice, choice of the standard unit is of crucial importance for the perception of 
the transformation results as music. That is why we surround the expression “mathematically exact 
intervalic system” with quotation marks: transformations of Bach's melodies represented in the 
coordinate system where the step scale is applied for pitch will have mathematically exact intervalic 
system, but represented in Schoenberg's coordinates, they will lose their exactness. Conversely: 
Schoenberg's constructions, being so elegant and “mathematically exact” when measured with 
semitonal scale, lose their “mathematical exactness” being represented in coordinates based on 
steps. It can be shown that should we choose the frequency scale as pitch scale, both Bach's and 
Schoenberg's melodies would lose their “mathematical exactness”; while melodies with the 
“mathematically exact intervalic system” in this scale will not be perceived as music at all. The 
mathematical aspect of this phenomenon manifests itself in the fact that all the three scales cannot 
be transformed into one another by linear transformations. 

The author of this book is convinced that the possibilities used by Arnold Schoenberg were 
known by other composers including J.S. Bach, but were consciously avoided by them, because 
they, Bach in particular, constructed their reflections, isomorphic to initial ones by gravity 
correlations between the steps, and not by intervalic structure. This happens to be more exact for the 
ear, not the eye; more exact than intervalic isomorphism in semitonal coordinates. 

Exercise: graph Bach's fugues under study; analyze the obtained results, identifying the 
initial melodies and their transformations. 



Chapter 3 

Polysemic theoretical load of notes and constructions 

The above-described methods of melodic transformation can be applied not only for work 
with the material already existing, but also for creation of the matter itself. 

We are going to consider application of reflection for creation of a new melody Let us take 
the theme depicted in fig. 3-1 as source matter. We can see that the theme consists of two equal 
configurations, each one in its turn consists of two dissymmetric sections, where the imaginary 
mirror is placed between sections, as shown in the picture. If we take the first theme section as basic 
element, we can say that the theme is constructed in the following way: 

1. the basic element is reflected from the vertical mirror (first configuration is received) 

2. the resulting configuration is shifted one step up and six eighths to the right. 


r 

\ / 

Mirrors 

Fig. 3-1. Theme for analysis 


Meanwhile from the same basic element we can construct an entirely different melody. If 
executing the first operation we move the mirror towards the last note of the first section, then its 
reflection - the second section - will verge towards the original. Let us move the mirror until it is 
exactly inside the last note of the first fragment. Then the first note of the second section overlays 
the last note of the first section so that they sound simultaneously and in unison (fig. 3-2), so on the 
whole the melody will lose one note and will look as is shown in fig. 3-3, remaining nevertheless 
constructed from two mirrored sections. As a result the note, in which the mirror is placed, 
belonging to two sections simultaneously, will carry double theoretical load. 



Fig. 3-2. Formation of a combined beat 


Fig. 3-3. The final form of the melody 

Such note load will be further on called a “combined beat”. In some sources this phenomenon 
is called a “divided beat”, which also holds true, because the question, whether this note is divided 
into two ones, or the two notes are combined into one, is just as resolvable as the question “Is the 
glass half-full or half-empty?” 

Regardless of the term, this phenomenon became widely applied in baroque music, and many 
themes and even compositions can be neither understood nor performed well unless one sees these 
constructions clearly and understands them. Let us consider, for example, “Loure” from J.S. Bach's 
Partite for violin solo in E major (fig. 3-4). 

One can see that the last note of every phrase except the first one is at the same time an 
“upbeat” note of the next phrase. A fragment built in this way, where all endings of segments are 
simultaneously beginnings of the next ones, is called “chain construction”. 

































Fig. 3-4. “Loure”: phrases with common beats. An example of chain construction of the 
composition 



Fig. 3-5. J.S. Bach, cantata #31. An example of polysemic theoretical load of notes and note 
groups 


Another example, very bright and complex, is a theme from Bach's Cantata #31, where a 
number of notes assume polysemic theoretical loads (fig. 3-5) 




Fig. 3-6. The combined beat in P.I. Chajkovsky's composition “October” 

The combined beat was also used in later times, e.g., in Chajkovsky's composition “October” 
(fig. 3-6). 

This phenomenon naturally extends not only to separate notes or note groups, but also to 
entire constructions or even form parts. As an example we can take J.S. Bach's fugue in C# minor 
from the 2 nd volume of WTC. This fugue can't be properly performed unless one clearly understands 
which parts of melody have double or multiple theoretical load (fig. 3-7). 

As one can see, the beginning of canonical sequence in the upper part in the 10 th bar (A) is at 
the same time the ending of canonical development of the theme in the upper part (Cl), that started 
earlier in the 9 th bar, which in its turn repeats the lower part theme C from the 8 th bar and overlays it. 


























































































































Fig. 3-7. The structure of fugue in C# minor. J.S. Bach. WTC, vol. 2 

The correct performance of compositions with polysemic constructions requires a certain 
effort of will and an intellectual strain, since any phrasing leading to unequivocal fixation of 
theoretical message of a note or a construction that stresses one and only meaning among many 
possible is certainly incorrect, because it eliminates all other meanings. One of the sides appears 
integral and accomplished while the other one is deprived of its important part, a fragment is ripped 
out by force and the composition as a whole is deformed. The correct performance implies clear 
demonstration of multi-functionality of a note or construction message and positively rejects its 
“appropriation” as contradicting the very purpose of the composition. 
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Fig. 3-8. J.S. Bach. Mass in B minor. The marked figuration carries the complement function 

Sometimes in compositions we can find such theoretical meaning of a figuration as 
complementary construction. The brightest and most indisputable example of this theoretical 
meaning is a construction at the end of orchestra fugue before choir entrance in J.S. Bach's Mass in 
B minor (fig. 3-8). 

If we listen to this place intently we can understand by ear that though this figuration differs 
from the previous matter, they are nevertheless conceptually interlinked. 

Another example of double theoretical load of figuration where one of the meanings is the 
said complementary construction is Mozart's Concerto #20. The theme opening the piano part (fig. 
3-9) is at the same time the final complementary construction of the introduction. Unless performed 


























































properly, it acquires an unpleasant artificial tinge and often also pomposity and pathos, ruining the 
beautiful structure of the composition. 





Fig. 3-9. The beginning of the piano part in W.A. Mozart's Concerto #20 



Fig. 3-10. The connection between the piano introduction and the previous matter in W.A. 
Mozart's Concerto #20 

However, we should emphasize that all the a fore-said refers to the technical structure of a 
composition alone and by no means interferes with its content or dramatic, spiritual, and other 
components. 

Now let us analyze the structure of figuration (fig. 3-11) that underlies the number “Jesus 
Christ unser Heiland, der von uns den Zorn Gottes wand” from J.S. Bach's Organ Mass. 



Fig. 3-11. Figuration for analysis 


At a first glance it is difficult to notice similarity of this figuration and the figuration 
examined in the beginning of this chapter. However, both figurations are formed from the same 
basic element. The method here is as follows: 

1. We reflect the basic element from vertical mirror. 

2. We shift every second note of the new figuration one octave up. 

3. We copy this figuration and shift it one step up and six eighths right. 














































































Mirror 

Fig. 3-12. Constructing the figuration from the basic element 

As a result, from a simple initial matter we get a two-part melody by application of reflection 
and transposition only. Besides the new melody is related to the melody examined at the beginning 
of the chapter, as you can easily observe by listening to both melodies. 

Thus we see how from the same initial matter with the help of different transformations we 
can get different figurations which are nevertheless related to each other. 

Exercise: analyze the intermezzo of fugue in D# minor up to the 16 th bar. Pay special 
attention to diminution (removal of several notes) of the main intermezzo element in the 13 th bar 
(A3). 






















































Chapter 4 

Formation of musical texture and its properties 

The above-described principles of work with melody became so widespread in baroque music 
that sometimes we can find compositions consisting almost entirely of complex mirror 
constructions. 

Let us consider mechanics of formation of some figurations and their properties. 

In the previous chapter we have examined how two mirror constructions merge into one 
figuration. 

If we look at Prelude in C minor from the 1 st volume of WTC (fig. 4-1) we can easily see that 
this figuration is a matter from which the prelude is constructed (fig. 4-2). 

And the four-time repetition of figuration, carrying the first note over to different octaves, 
creates an additional effect, since a construction form is repeated as a form of construction element: 
if we trace the melody through eighths (fig. 4-3), we can see that melodic contour takes shape of an 
easily recognizable isomorphic figuration. 

As a matter of fact, such method of musical texture construction uses fractals construction 
principle. 

To be sure, such constructions bind the performer to exceptionally steady performance of 
these figurations with ultimate concentration on their fundamental nature, and this task requires a 
considerable effort of will and intellect. 

In other compositions we can often encounter figurations of different types, however, 
constructed according to the principles described above. Let us take as an example Prelude in C 
minor from the 2 nd volume of WTC. The prelude begins with a cascade of short two-notes 
constructions, each next of them is mirrored and shifted previous one. They also give ground to the 
sixteenth rest in the upper part in the beginning of the prelude (fig. 4-4). 

This sixteenth rest emphasizes the mirror construction while every tone taken in first beat (fig. 
4-5) would have ruined the subtle harmony: for beautiful, steady and exact realization of the 
cascade of these lines we would have had to make a compulsory conceptual break between the first 
and the second note which would have distracted our attention and prevented us from total 
immersion in this stepwise fall. 

It is worth particular mentioning, that the mirror structure is additionally emphasized by the 
vertically movable counterpoint realized in the first two bars (fig. 4-6). 
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Fig. 4-1. J.S.Bach, Prelude in C minor. WTC, vol. 1 
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Fig. 4-2. Formation of figuration of Prelude in C minor from the basic element 














































































PRAELTTDIUM II 



Fig. 4-3. Fractal structure of Prelude in C minor. WTC, vol. 1 



Fig. 4-4. Structure of Prelude in C minor. WTC, vol. 2 



Fig. 4-5. Note on the first beat breaks the mirror structure 
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Fig. 4-6. Vertical counterpoint in Prelude in C minor. WTC, vol.2 
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Fig. 4-7. J.S. Bach. Prelude in C minor. WTC, vol. 2 

Exercise: analyze further construction of the prelude; find familiar figurations that are 
constructed according to the principles described above and have similar properties (fig. 4-7). 





































































Chapter 5 

Usage of linear transformation principle for solving difficult problems 


We have described principles of construction of musical figurations; they allow us to use the 
method of linear transformation for solution of applied problems. In brief, its essence is as follows. 

1. We analyze the structure of composition and find figurations that are in linear 
transformation correlation with each other. 

2. We solve the problem in those places and for those figurations where it happens 
to be quite easy. 

3. We modify the obtained solutions, considering the modifications applied for 
obtaining functionally connected figurations, and apply modified solutions to 
these figurations. 

Let us show how this method is applied to read the bass where main harmonic tones are not 
signed up as figures. 

We are going to consider how to read bass in Purcell's composition “I Love And I Must” (fig. 

5-1). 


At the very beginning, when we deal with ordinary vertical structure, there should be no 
problems with understanding of harmony: it is evident. 

Actual difficulty for the majority of readers - as if by the composer's irony - starts from the 
words “...how it should be so easy, so easy...” which appear at the end of bar 73 (fig. 5-2): the 
jumping melody makes complicated dissonances with the bass line, and harmony becomes not just 
unevident, but absolutely unclear. It is very difficult to understand with what matter we should fill 
these dissonances, and the present-day practice of performance predominantly confirms it: continuo 
at these points doesn't go beyond cautious performance of outermost voices only, which is 
obviously not enough for such intense climax place. 
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Fig. 5-1. H. Purcell, “I love and I must”. Reading the simple fragments 


Meanwhile, this issue is surprisingly easily solved: if we look a little bit further, we shall see a 
modification of this very fragment which is signed up by composer himself and which is realized 
with the help of two transpositions along the pitch axis: so, we get a vertically movable 
counterpoint (fig. 5-3). Bars 74 — 77 of the original construction correspond to bars 78 — 81 of the 
modified construction. 



Fig. 5-2. Complex fragment 










































































































































Fig. 5-3. Vertical counterpoint 


After we have established this interrelation we can say that both these fragments, following 
each other almost note for note, are identical, hence we can reasonably suppose that the harmony in 
these fragments has to be identical as well. 

We look at both fragments and we write out evident common tones for both fragments. 

Thus we get a very beautiful and complicated harmonic chain that astonishes our imagination 
(fig. 5-4). 



Fig. 5-4. Reading a fragment with counterpoint 


(Note: red accentuation of sectors “a”, “b”, “c” and “al”, “bl”, “cl” does not in the least refer 
to phrasing. These sectors only represent mutually corresponding bars with equal voices, which are 
filled with equal functions.) 


It is important to understand that reading according to this principle nevertheless allows for 
certain variability (fig. 5-5); however, due to this method, the spectrum of variants is considerably 
confined, which is vital in our case. 



























































































































































Fig. 5-5. A variant of reading of the fragment with counterpoint 




Fig. 5-6. H. Purcell, “Music for a while” 

Sometimes real complications may appear while reading the repeating bass. Its chord symbols 
according to the practice of that time were hardly ever written down. 

Let us consider application of the method to a famous example of Purcell's song “Music for a 
while” (fig. 5-6). 

In real practice we often catch ourselves thinking with regret that, when reading the first three 
bars of the composition, it is hard to avoid rudeness and triviality that mismatch the subtlety of 
harmony we are further bound to by the upper voice signed up by the composer. 

The key for reading is the analysis of the further text, particularly the places where the 
composer suddenly changes the bass line - bar 14, bar 21 (fig. 5-7). 
















































Fig. 5-7. Points where the general bass is changed 


It is evident that for such changes there must be compelling reasons. If we look more 
attentively, we might notice that starting from bar 12 (see bar 12, third beat) the conceptual accents 
begin to move: author shifts beginnings of musical phrases against the bass line, that was more or 
less permanent up to that moment, which is additionally emphasized by the absence of cadence 
common to all previous similar places in the 12 th bar. Let us take as a current hypothesis that at the 
heart of the harmonic structure of this composition there is a chain of alternating seventh chords and 
ninth chords, preserved throughout the whole composition. Now it becomes evident that in places 
with the phrase shifts there appears an additional opportunity to disclose this structure, but for that 
we should use new functions, which overlay the beginning of bass figuration, and there is no way to 
do it except for changing the bass line. 

Chord structure in these bars becomes evident because the upper voice is signed up (fig. 5-8). 
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Fig. 5-8. Reading of the places with changed bass line 

Let us use the shift method: having understood the structure of the composition, we collect 
chords that are evident in some beats at least from various places. These chords are determined by 
the upper voice signed up by the author. Then we shift them to the first three bars and we obtain 
roughly the following harmonic situation (fig. 5-9). 
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Fig. 5-9. Reading of the beginning of the composition 


This harmonization in its subtlety is equal to harmonization of the remaining part and they fit 
together properly. As a result, an integral work is formed. Now we can be sure that our hypothesis is 
proved, and we have revealed the author's intention. 


It's by no means unimportant that with such approach there still remain enough opportunities 
for variability; but only within the field defined by our solution. Work within this field gives us a 
spectrum of variants which are in harmony with the composition as a whole. 




































































Exercise: read the fragments that are left unread and analyze by yourself Purcell's song “Oh! 
Lead me to some peaceful Gloom ” (fig. 5-10). 
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Fig. 5-10. H. Purcell “Oh! Lead me to some peaceful Gloom' 
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Chapter 6 

“Natural” performance grounds and its reasonable bounds 

As is well-known, music develops in time. Moreover, time in music is measured in beats, 
which are always (exceptions are so rare that one might never come across them in one's lifetime) a 
result of division of a whole note by natural numbers. This happens because such values as number 
of bars, number of beats in a bar, number of notes fitting these beats - are all measured in natural 
numbers. 

Here we face the problem of dividing musical matter in the “perfect” ratio, known as “golden 
ratio”. Mathematical sense of this ratio, which is very important in art, is “the whole is to the larger 
part as the larger part is to the smaller part” and is shown in equation (the whole) / (larger part) = 
(larger part) / (smaller part). When we solve this equation, it turns out that the larger part is (V5- 
l)/2 of the whole (0,618 approximately), which is an irrational number. The consequence of this 
irrationality is conceptual impossibility to divide the note set of a composition in this ratio. 
However it is not difficult to define, which note contains this invisible boundary; while performing 
the composition, by slight extension or shortening of some notes, hardly perceptible by ear, we can 
make so that the onset of the key beat matches this boundary in time. Such matches create an 
impression of intangible harmony and symmetry, despite the fact that the symmetry is actually 
broken in this case. 

Moreover, composers themselves often break the graphical symmetry of compositions in an 
attempt to put the boundary between completed segments inside the key beat. As an example we 
shall take the beginning of J.S. Bach's Chromatic fantasy and fugue. Here is its early variant (fig.6- 
1 ). 
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Fig. 6-1. An early variant of Chromatic Fantasy and Fugue. Marked in red is the note group 
corresponding to the eighth beat, inside which there is the golden ratio boundary. The arrows point 
to the notes of first importance for perception of tonality of the note group and, thereafter, of the 
beat as a whole 

We see two rhythmic constructions absolutely identical, but for two barely noticeable sixty- 
fourth notes (especially hard to notice in the strong flow of thirty-second notes) at the end of the 
second beat of the 2 nd bar. Both constructions begin with a thirty-second rest. However, later Bach 
changed the beginning and broke the symmetry by shifting the second construction one thirty- 
second right (fig.6-2). 
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Fig.6-2. The final variant of Chromatic Fantasy and Fugue. Marked in red is the note group 
corresponding to the eighth beat, inside which there is the golden ratio boundary. The arrows point 
to the notes of first importance for perception of tonality of the note group and, thereafter, of the 
beat as a whole 

It is easy to explain, if we analyze the composition development. The first construction begins 
with tonic and ends with dominant; the second, starting in inverse manner with dominant, ends in 
tonic. Fantasy is measured in eighth beats. Altogether in two bars there are 16 eighth beats, and the 
“golden ratio” line is at the end of the second eighth beat in the second bar. Every eighth beat 
consists of four thirty-seconds, besides, the tonal function of each eighth beat is defined by the 
downbeat thirty-seconds (the first and the third one in the group). In the early variant the “golden” 
eighth beat corresponds to re-mi-fa-so, re and fa being relatively strong in the group as tonic notes; 
the fa-mi-re-do group that follows the “golden” group also has tonic function. As a result, the 
passage in the first half of the 2 nd bar, beginning as dominant all of a sudden turns into tonic. The 
second half of the 2 nd bar also begins and ends in tonic. Subsequently the structure of the whole 
phrase, perceived in half-bars, turns out to be asymmetric: tonic, dominant - tonic, tonic. But if we 
break the symmetry and shift the second construction one thirty-second right, the “golden” beat will 
match the note group which gives a dominant connotation to the whole beat; the eighth beat next to 
the “golden” one also will contain a note group with dominant connotation. Thus, the first half of 
the 2 nd bar will be perceived as a dominant one, and the whole phrase will have a mirror structure: 
tonic, dominant - dominant, tonic. That's precisely the correction Bach made in the later version. 

It is evident that for the sake of preserving the construction form in performing, all rubatos 
should be strictly checked and shouldn't exceed the bounds where chaos begins. Performer's 
individuality is manifested in the unique organization of such rubatos, and their variants are 
innumerable. We would like to mention that one should not yield to the temptation to interpret in a 
certain notorious way the first 32 sixteenth beats and the following ascending phrase starting from 
the 33 rd beat. All even-meter periods inevitably contain thirty two beats, and all the following 
constructions can be either ascending or descending or standing still. And in all these variants they 
tend to nourish speculations, whose reasonableness and accuracy are not acknowledged in any of 
the extant documents, hence these speculations have just as much to do with reality as Russel's 
famous celestial china teapot, which is too small to be visually observed, but has nevertheless 
existed always and still exists nowadays. 






































Chapter 7 

Diminution grounds in the context of form construction 

Summarizing the previous chapter, it is necessary to point out again that human perception 
functions in such a way that ideal symmetric constructions are rarely taken as such. So, to perceive 
the construction as ideal we have to sacrifice real symmetry for a form, perceived as symmetric one. 

Here we come close to such concept as the form. 

Analyzing Bach's Chromatic Fantasy and Fugue we have found out that Bach faced a 
problem: an ideal symmetric construction was not perceived as such; on the contrary, it produced a 
sensation of some foolish mistake. For correction of this mistake, on one hand, one should shift the 
second construction to the right. On the other hand, the whole phrase of two bars must consist of 
two evidently similar elements; in other words each element must at the least end with a quarter rest 
and be shorter than one measure. This condition defines form bounds of the whole phrase and 
seriously restricts the range of possible solutions of the problem. That's why if we nevertheless 
decide to shift the whole construction to the right, and we want the shift operation to make sense 
and serve to achieve the appropriate goal, executing it we should try to keep the initial meter of the 
matter. For this purpose we should either remove one thirty-second beat completely, or turn two 
thirty-seconds into sixty-fourths to leave space for a “surplus” thirty-second. Bach applied this latter 
method: at the end of the second quarter in the 2 nd bar we already see a cascade of four sixty-fourths 
instead of two, which cannot go unnoticed. 

This cascade excellently emphasizes the form and gives all the construction a sensation of 
precipitation; that's why performers shouldn't cut it short or smooth it over. On the contrary, this 
place should be performed clearly and distinctly both rhythmically and tonally. 

Such method - shift of the theme with its simultaneous compression (while moving all the 
construction we sort of compress it against some boundary) is called “diminution”. 



Chapter 8 

Ratios, intersections and dualism of matter, revisited 

As is already said, music develops in time, which gives possibility to divide it in golden ratio. 
We can divide the whole in this ratio in two ways: in one case the smaller part will be on the left 
(fig. 8-1), in the other case on the right (fig. 8-2). 
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Fig. 8-2. 


It is clear that such opportunity has never been a secret to anyone; it has constituted a ground 
for several phenomena which became very co mm on in composition practice. Among others we can 
highlight the phenomenon we shall conventionally call “formal intersection”. Let us illustrate it by 
an example of the first chapter of Bach's Sonata No.l for solo violin. 

This chapter has three conventional parts: exposition (bars 1 — 8), development (bars 9 — 
13) and recapitulation (bars 14 — 22), where - and it can be easily proved - all parts in their 
variational form reappear in subdominant tonality. We divide the body of the first chapter of the 
sonata in golden ratio and we realize that the golden ratio line is in the bar where recapitulation 
starts. 

If we divide this chapter the other way round (so that the larger part is on the right) we find 
out that in this case the golden boundary separates the end of exposition from the beginning of the 
development (fig. 8-5). 
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Fig. 8-3. J.S. Bach, Sonata No.1 for solo violin 

However, in fact the composition is constructed in such way, that these boundaries are 
neutralized as much as possible, so as to become practically absent in both cases. In the first case 
Bach himself emphasized the integrity of sonata evolution, uniting exposition and development by 
combined beat (fig. 8-6). As we see, the last note is the end of exposition, but simultaneously it is 
the first note of the transformed main part of the development. In the second case Bach stressed the 
integrity, leaving the development end without cadenza and sharpening its instability with a big 
syncope which comes for the first time in this chapter. He also made the recapitulation beginning 























































variative, without C minor chord (fig. 8-7), emphasizing that the recapitulation beginning, alongside 
with its direct meaning serves as the development ending, while the development sort of blends into 
the recapitulation and has neither a distinct ending, nor even a cadenza. 
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Fig. 8-4. Sonata construction: recapitulation starts from the “golden” measure 
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Fig. 8-5. Full construction of the sonata. Exposition ends in the “golden” measure 



Fig. 8-6. Combined beat in the transition from development to exposition 









































SONATA 1. 



Fig. 8-7. Cohesion of sonata parts which provides for the integrity of composition 


What was the purpose of it all? 

It is evident that we deal with a magnificent kaleidoscopic construction where two larger parts 
overlap and have the development at their intersection; simultaneously, two smaller parts (all in 
golden ratio, which is especially beautiful and harmonious) are set apart, being symmetrically 
separated by the development and constituting parts of the larger ones (fig. 8-8). Thus, we face the 
combined (or divided) form again, but on a higher level of hierarchy. One of the most evident and 
important consequences of such combination is the dualism of the shared part. 
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Fig. 8-8. Sonata construction. The development has double theoretic load 

It is hard to overestimate the significance of dualism - on this very platform the dialectic 
monophony is formed, as we shall see further, and dialectic monophony, in its turn, is one of the 
main phenomena of baroque music. 

Let us demonstrate that the described phenomenon (i. e. the double golden ratio and the 
combined middle part) is sometimes present even in the structure of smallest forms. 

Let us examine the theme of Fugue in B minor (J.S. Bach, WTC, vol.2). If we divide this 
theme in golden ratio twice according to the above-described principle, we shall see the following 
(fig. 8-9): 
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Fig. 8-9. J.S. Bach, Fugue in B minor, WTC, vol.2. Construction of the theme according to 
“double golden ratio” principle 

As one can see, the theme structure is very integral, each section joins the next one smoothly, 
and understanding of this structure can help perform this theme wittily and gracefully, without 
breaking its integrity by phrasing extravagances. 

Exercise: analyze several baroque compositions; show how they are divided in “golden 
ratio ” and reveal form-generating methods. 


































Chapter 9 

Compensative diminution 


In previous chapters we have considered the diminution as one of the methods used for 
creation of symmetry and for maintenance of composition form. 

At the same time the use of this method is often dictated by the need arising as a result of 
usage of other technical methods. Let us return to the example of rhythmical diminution (four sixty- 
fours) in the middle of construction in the 2 nd bar of J.S. Bach's Chromatic fantasy (see chapter 6, 
fig. 6-2). 

It is evident that in this case diminution is due to the shift of one thirty-second to the right and 
compensates it. Of course, the diminution method goes well beyond deleting notes or shortening 
note values. Combination of smaller forms in the first intermezzo of Fugue in C# minor from Bach's 
WTC, vol.2, which we have already examined in the 3 rd chapter, is also an example of compensative 
diminution (see Chapter 3, fig. 3-7). The beginning of canonical sequence in the upper voice in bar 
10 (“A”) is simultaneously the ending of canonical thematic development coming earlier in the 9 th 
bar (“Cl”), which in its turn repeats the theme (“C”) from the 8 th bar and overlays it. 

If we consider the fugue beginning we can see that Bach added several sixteenths to every 
new thematic development. As a result, in exposition there appeared a certain surplus of length 
which is compensated by form combination: several sixteenths, “saved” during this operations, 
repair this situation a little bit, and further diminution of the main element of intermezzo (shown in 
the picture as “A”) create an impression of re-establishing the balance. 

Let us repeat once again that such diminution is called compensative. 






Fig. 9-1. J.S. Bach, Sonata No.l in G minor for solo violin, the fugue 


Sometimes it so happens that compensative diminution is applied redundantly and creates 
void which then causes the necessity of augmentation. In its turn it can be applied as both 
compensative and free, and even as excessive one. 

Let us illustrate it with the example of Bach's fugue beginning from Sonata No. 1 in G minor 
for solo violin (fig. 9-1). 

In the 4 th bar we have an opportunity to end the theme exposition in square by starting the 
theme instantly on the second eighth in the bar, for example, like this (fig. 9-2): 



Fig. 9-2. Alternative variant of theme exposition ending 


Let's emphasize that an additional argument in favor of such solution is an exceptional 
subdominant answer that repeats twice, so that the first thematic development becomes sort of 
central and is defined as the middle voice by the listener. Double repetition of subdominant thematic 






















































development in outermost voices creates instability which can be resolved, inter alia, by thematic 
development in the governing key in the middle voice creating mirror symmetry: tonic - 
subdominant in the lower voice - subdominant in the upper voice as a reflection - and then, 
finishing the exposition square, we get tonic again in the middle voice, as is shown in fig. 9-2. 

However, Bach in the 4 th bar dismisses this opportunity and introduces augmentation - an 
element of four eighths duration, which is surplus, destructive for the form at this stage (fig. 9-3), 
and only then the thematic development in the initial key appears (fig. 9-4), followed by 
compensative diminution due to this augmentation in the 4 th bar. 



Fig. 9-3. The additional element that causes augmentation 



Fig. 9-4. Thematic development in the initial key. Now, considering the previous 
augmentation, we need diminution 

At first, Bach deletes the first three notes from the theme in subdominant development (fig. 9- 
5) (otherwise we would have had stretto in exposition, as, for instance, in fig. 9-6), and then he 
additionally compresses its ending, reducing the rhythm to sixteenths (fig. 9-7). 



theme -without fust three note;-. 

Fig. 9-5. Diminution: subdominant thematic development without the first three notes 


stretto 



Fig. 9-6. An alternative variant: stretto in exposition 

As a result the diminution turned out to be surplus and caused tension that Bach resolved with 
a large detailed intermezzo, anticipating the grandeur of the form. 

Diminution and augmentation functions are by no means limited to the roles the play in the 
examples explored above. Sometimes these methods are used for the creation of complex structures, 
constituting forms of higher hierarchical level, being closely entwined with the very form of the 
composition and interacting with other elements on a more complex level. As an example of such 






























diminution we can take the intermezzo of Fugue in C# minor from J.S. Bach's WTC, vol. 2, 
examined in the 3 rd chapter (fig. 3-7). 
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Fig. 9-7. Surplus diminution: ending with reduced rhytm 


The described overlaying of element “A” over element “Cl” with further shortening of 
element “A” to “A3” is a diminution caused by previous augmentations: if we consider the fugue 
beginning, we shall see that Bach had augmented every new thematic development adding several 
sixteenths. 

Exercise: analyze the structure of the first part of J.S. Bach's Sonata No. 1 in G minor for solo 
violin and Fugue in C# minor from J.S. Bach's WTC, vol.2, applying your knowledge of diminution 
and augmentation. 











Chapter 10 

Multiplicity. Inner structural flexibility. Dialectic monophony grounds 


In this chapter we shall see how principles explained in previous chapters can in some cases 
determine tremendous polysemy of the matter, generating static inner variability and anticipating 
dialectic constructions. 

Let us take as an example a fragment of the antique sequence “Dies irae” (fig. 10-1). 



Fig. 10-1. The theme (a fragment of the sequence “Dies irae”) 

This theme can be considered as consisting of two connected elements opposing one another: 
a descent of a major third (fig. 10-2) and an ascent of a major second (fig. 10-2a). 



Fig. 10-2. The descending element 



Fig. 10-2a. The ascending element 

Upon such consideration we can notate this theme in two ways: as one consisting of 
descending elements, or as one consisting of ascending elements. 



Fig. 10-3. Notation in descending elements 



Fig. 10-3a. Notation in ascending elements 

Of course each version of notation corresponds to a certain way of performance. As a result 
these variants will be perceived as two different melodies both by ear and graphically, whereas both 
the note set and their sequence remain the same. 

By usage of combined form principle we can bring these variants together and get the 
following result: 


































































Fig. 10-4. Combined notation of the theme 


But the variety of form possibilities extends further. 

The theme can also be considered as formed from three-note elements (fig. 10-5). 



Fig. 10-5. The theme notation in triplets 


Such interpretation of the text is as rightful as the previous one, because sequentiality isn't 
broken: the second element, immediately following the first one, is nothing but the result of its 
rotation - an inverse cancrizans. 
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Fig. 10-6. Formation of inverse cancrizans 


The qualities of this sequence are also preserved; if we take the second note as a starting point 
(fig. 10-7) we shall get the same elements but mirrored: the first element will be an inverse 
cancrizans of the first triplet from the previous variant of notation (fig. 10-6), and the second 
element will be identical to the initial triplet. 



Fig. 10-7. Another variant of the theme notation in triplets 



Just as we did before, we can bring both versions together by using the same form 
combination principle and notate the matter in the following way (fig. 10-8): 










































































Fig. 10-8. Combined notation of the theme 

If we present the sequence as consisting of single notes, it could look like this (fig. 10-9), for 
instance: 
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Fig. 10-9. Theme notation in single notes creates two-voice texture 

These examples, far from exhausting all notation variants, demonstrate tremendous inn er 
structural variability of the matter. This phenomenon is not only inextricably intertwined with such 
concepts as “combined form”, “combined/divided beat”, “polysemic construction”, it is actually the 
base for the very possibility of multiple theoretical load of the matter in all its forms and 
manifestations. That's exactly the reason why we need to analyze the musical texture for a correct 
and conscious performance. As a result of this analysis the performer must ascertain what 
figurations and melodies serve as form-generating fragments, what figurations connect these 
fragments in an organic whole, what is the structural variability of the connecting fragments and 
which values from the full range of possible values of theoretical load they bear. It is clear that the 
constriction of the range of possible values to a specific one is determined by the task performed by 
the specific fragment in specific place. That means, we should take into consideration, what forms it 
belongs to and which fragments it connects. Here it becomes clear, that when, performing, we are 
focused on one value only, we reject all the others, thus emasculating the melody and depriving it of 
the intensity and significance it originally had in the composition. This inevitably leads to 
disintegration of composition form. 

However, the significance of the phenomenon of inner structural variability goes beyond its 
function of combined form grounds. Let us point out, that the melody, though monophonic, can be 
nevertheless represented as two-voiced one, as in fig. 10-9. It means that the melody, remaining 
integral, contains the possibility of inner splitting. 

Thus, we have come close to such important concept as dialectic monophony. 

Exercise: find other possible forms of the same melody and notate them together with the 
variants contained in this chapter in one master score. 





Chapter 11 
Structural variability 


Before we get acquainted with the essence of dialectical monophony, the grounds of which 
we started to explore in the previous chapter, let us consider the meaning of structural variability in 
more detail. 

In the previous chapter we introduced an example of how one can change the theme beyond 
recognition without changing either note set, or note order. In this chapter we shall try to broaden 
our perspective of this phenomenon. 

Let us consider an example (fig. 11-1). 
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Fig. 11-1. The theme 


We can represent the structure of this fragment in a different way and thus turn it into a sort of 
reflection of the theme considered in the previous chapter (fig. 11-2). 



Fig. 11-2. The theme modified 



So we can see that in spite of the fact that the note content has remained the same, the theme 
has been changed beyond recognition. It is in this version that it was widely used by various 
composers, for instance, by Handel in “Dixit Dominus”, “Dominus, a dextris tuis”, bar 16 and 
further (fig. 11-3). 



6. Dominus a dextris tuis 


































































Fig. 11-3. The theme modified: Handel, “Dominus, a dextris tuis” 

If we broaden the “structure” concept, we can see that in music there exists a hierarchy of 
structures. For example, a sonata is a structure with its inner variability taking shape of various 
actual sonatas written by various composers. Meanwhile the main structure, identical for every 
sonata, is formed from the fragments which can have all kinds of structures including those totally 
independent of sonata structure. 

Due to the variability principle the musical matter can develop and evolve. We shall not 
consider mechanics of evolution process here, we shall only repeat that understanding of priority 
and affinity is of crucial importance for interpretation of compositions. 

Let us consider a figuration that was widespread in baroque epoch (fig. 11-4). 
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Fig. 11-4. The figuration under analysis 

If we analyze it we shall discover that it is nothing but a varied element of “Dies irae” theme 
considered in the previous chapter. For this reason, performing, we should also consider at least the 
following meaning (fig. 11-5) which totally transforms the melody and turns it from a simple 
figuration into a complex polyphonic texture - dialectical monophony. The same theme but varied 
in a more complex way appears at the end of “Capriccio” from Bach's Partita No.2 in C minor for 
clavier (fig. 11-6). 
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Fig. 11-5. Two-voiced meaning of the same figuration 

It is clear that the number of mutations is unlimited, so the variations can be infinitely diverse 
and complex. And knowledge of the primary source - i. e. of the initial matter - is of major 
importance for understanding of the form, contents and intention of a composition. 




Fig. 11-6. Variation of the same theme. J.S. Bach, Partita No.2 in C minor, “Capriccio” 

It often happens that the basis of the composition structure is the rhythmic organization of the 
composition. For example, Allemande, Courante, Sarabande, Gigue, Gavotte, Loure, Passepied, 
Chaconne, Menuet and many other dances have structures, defined by their rhythmic organization. 

One of the masterpieces of form is Partita, where all dances are united by one principle which 
has its own definite structure; and this principle varies in every dance according to the dance 
structure and in parallel with this it develops by itself throughout the form. 

Thus, dances are variations on the structure of the initial matter, and we have to be distinctly 
aware of this structure. 

Let us demonstrate it with the example of Bach's Chaconne from Partita No.2 in D minor for 
solo violin. 
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Fig. 11-7. The rhythmic structure of a Chaconne 


The rhythmic structure of a chaconne can be represented as a scheme (fig. 11-7). This 
structure is varied but preserved throughout the whole Chaconne (fig. 11-8). And if the performer 
doesn't understand it clearly, the Chaconne turns into something formless. 
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Fig. 11-8. The rhythmic structure of the Chaconne 


If we take the Partita as a whole, we shall see that there is a certain element which develops 
independently throughout the whole composition and at the same time it develops inside every 
dance by the genre laws of this dance (fig. 11-9). 
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Fig. 11-9. Correspondence of the elements of Partita parts 

For instance, the Chaconne theme is a nearly precise reflection of the Sarabande theme. 

The very idea of such multiple-line multilevel development fascinated Bach all through his 
life and resulted in the creation of integrated forms he had not enough time to develop properly 
because of his death. 

Some dances could not be sensibly and gracefully performed without understanding of their 
initial inner structure. 

One of the most spectacular examples is Bach's Sarabande from Suite No.5 for cello solo (fig. 
11 - 10 ). 

If the performer doesn't keep in mind the dance rhythmic structure, this Sarabande will turn 
into a meaningless pathetic set of notes. 



Fig. 11-10. J.S. Bach. Suite No.5 for solo cello, Sarabande 

Exercise: analyze Bach's Partitas No.l and No.2 for solo violin, select initial elements and 
trace their development both within every dance and throughout the whole form. 

























































































































Chapter 12 

Dialectical monophony 


It is not easy to define dialectical monophony briefly and unambiguously. Let us suggest as a 
definition the following statement. Dialectical monophony is a melody which despite its 
pronounced unilinear voice-leading allows to represent it as containing melodies existing 
simultaneously and opposing each other by some criterion. These melodies, developing within 
themselves and interacting with each other, provide integrity and development of the whole 
monophonic melody. 

The variety of criteria defining dialectical opposition of melodies or constructions is fairly 
wide. This field is very arbitrary and personal for every composer, so every particular case requires 
individual consideration. Let us introduce just a couple of examples of criterion choice. For 
instance, any mirror reflection of a melody is in a certain sense an opposition to the original. 
Opposition of any interval is its complementary interval (added to form an octave). Opposition of 
the tonic may be the dominant, however, there may be other solutions. 

In general, we can say that to some extent this phenomenon is present in any composition 
written by any composer; however, its intensity and importance for interpretation of the 
composition must be estimated individually. Anyway we can say that in the baroque epoch this 
phenomenon was manifested most fully, due to the repertoire of techniques used in the music of that 
time to solve creative problems and to achieve essential artistic and emotional significance of 
composition 

Our immediate aim is to illustrate this phenomenon with examples. 
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Fig. 12-1. J.S. Bach “Wir glauben all' an einen Gott” 


Let us consider “Wir glauben all' an einen Gott” movement from J.S. Bach's Organ Mass (fig. 

12 - 1 ). 

The theme in bass starting from the 4 th bar (fig. 12-2) is a monophonic reflection of the 
following ascending sequence (fig. 12-3), widespread throughout that epoch (see the previous 
chapter and the fragment of Handel's “Dixit Dominus” considered there). 

















































































































































































































































Fig. 12-2. J.S. Bach “Wir glauben all' an einen Gott”. The theme in bass, bar 4 



Fig. 12-3. Modified form of the theme 

Representation of the theme as consisting of two elements, mutually opposed and overlaying 
each other as if expressing some argument in their development will be quite appropriate (see fig. 
12-4). 



or even 


Fig. 12-4. Representation of the theme as dialectical monophony 

However, it is necessary to bear in mind that this meaning is not the only possible and correct 
one. This theme can contain a lot of meanings (see previous chapters), so it is vital to interpret it as 
infinitely polysemic and not to give preference to any one variant. 

If we read the given graphic representation upward, we can clearly trace gradual 
transformation of an ascending two-voiced sequence theme into a monophonic one. 

The descending sequence theme with the same qualities which include imperative downward 
movement of sevenths, can be also transformed into different figurations and finally take different 
forms - we considered this phenomenon in detail in the previous chapter and cited as an example a 
figuration from “Capriccio” in J.S. Bach's Partita in C minor. 

The given examples of dialectical monophony are far from being unique. We can find it in 
other compositions as well, for example, in Prelude in C minor from J.S. Bach's WTC, vol. 2, which 


























































































was already considered in the 4 th chapter of our book. 

Let us direct our attention to the bass theme in the 3 rd bar (fig. 12-5). 

It is very similar to the theme from Organ Mass and also represents typical dialectical 
monophony. 



Fig. 12-5. Prelude in C minor, WTC, vol.2. The bass theme, bar 3 

All this leads us to the following conclusion: the examined phenomenon needs a lot of 
attention. This requires major concentration of will and thought throughout performance of 
compositions, because careless interpretation of dialectical constructions deprives them of all 
dramatic or theoretical sense and turns most beautiful fragments into meaningless sets of notes, 
whose function is merely to fill the musical space. 

Exercise: analyze the final of the examined theme (fie. 12-6) of Prelude in C minor from J.S. 
Bach’s WTC, vol.2 (bar 7). 



Fig. 12-6. Prelude in C minor, WTC, vol.2. The bass theme, bar 7 



Chapter 13 
Integrated forms 


Integrated forms are double or more complex forms where every part has features of several 
forms at the same time. 

Let us examine this phenomenon using the example of the first number from J.S. Bach's 
Organ Mass. 

At a first glance it seems that we have a Prelude in E-flat major (bars 1 - 71), a Fugue in C 
minor which begins in the 71 st bar and so on. But it is a superficial glance. If we consider the whole 
part as a single whole, we can see an interesting confluence of several forms. 

At first, we see a full complete form with two themes (bars 1 - 32). Then there appears a new 
matter with several themes (bars 32 - 50), but in the 51 st bar the main part from the first section 
returns in the key dominant to the initial E-flat major, i. e. in B-flat minor. So, there appears an 
effect that the matter of bars 1 - 32, which was a full form itself, is an exposition of the main part, 
and the matter of bars 32 - 50 is possibly an exposition of the secondary part. 

Then in the 71 st bar there appears a fugue in C minor with its full exposition and during its 
development the initial sections begin to form one big section (bars 1 - 72) as a huge part consisting 
of two forms. 

Meanwhile the fugue continues its developing, a big exposition takes course, and suddenly 
the main part returns as a big intermezzo before the development, bars 98 - 130. 

The return of the main part of this chapter inside the fugue can be considered an intermezzo 
before fugue development; at the same time it can mark the beginning of development of the part as 
a whole: the main part in a related key. 

Following the huge intermezzo of the main part (bars 98- 130) the realization of fugue theme 
in relative major with reference to the key of fugue beginning (besides, we have not just a theme 
realization in relative major, but a full-scale exposition of the theme in E-flat major relative to C 
minor - bar 130 and further on) is a development of the fugue, and for the part as a whole it 
represents realization of the secondary part in relative key before the recapitulation. 

The return of the fugue theme in its initial key of C minor (bar 169) is a fugue recapitulation 
and its ending, but for the form of the part as a whole it is the beginning of inverse recapitulation: 
theme of the secondary part in the main key. 

The following development of the matter of the main part (bars 175 and further on) in the 
initial key finishes the inverse recapitulation and finishes the part. 

The scheme represents how a full-featured fugue expanded in full inside its form, is implanted 
into the bigger part as a secondary part of the form as a whole. 

Thus, we have a full form inside a form where every fragment has multilevel theoretical load 
and has full features of both forms (fig. 13-1). 

As a conclusion of the chapter we would like to mention that the integrated form is an 
extremely complex phenomenon to be realized in music and that's why it is extremely rare. 

It is sort of an apogee of thought; only few people have reached it. If one approaches it by the 
route left by Johann Sebastian Bach the great, one can see an absolutely new, boundless, virgin land 
of tremendous outstanding opportunities. They are so hard to access, that they haven't been fully 
developed yet, and their mastery is a challenge for generations to come. 

Meanwhile recently it has come in fashion among contemporary composers to create cruelly 
meaningless noise compositions using classical instrumentarium which is furiously destroyed at the 
end of the composition (Cage, Christou, Kurlandsky). This should symbolize that artistic 
possibilities of music are worked out, but in practice it symbolizes only intellectual impotence of 
these composers to create something new and resembles fury of some pupils that smash their hands 
against keyboard till they let blood, and sometimes smash the keyboard itself when they go wrong 
with some complex passage over time while their patience for the exercise runs out. 



We can assert that one of the ways of further development of music is precisely in the area of 
integrated forms development. Thus, it is too soon to break instruments and to lay music on a shelf. 
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Fig. 13-1. Structure of integrated form of the first number of J.S. Bach's Organ Mass 
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Fig. 13-2. J.S. Bach, Organ Mass, the first number 

























































Conclusion 


The problems considered in this book touch upon such features of musical texture that are 
extremely important for every musician and should be understood at least intuitively. The correct 
understanding of these values doesn't constrain one to any fixed type of music-making; on the 
contrary, it preserves the freedom of musician's creative self-expression, providing an opportunity 
of sensible performance. It helps to see, to analyze the texture and to avoid unnatural 
interpretations, mutilating it. 

Unfortunately we have to acknowledge that performers rarely understand the construction of 
musical compositions and the laws of harmony; besides, this situation is typical not for the present 
epoch only, but for Bach's time as well. The point is that to reconstruct correctly the form of 
composition created by the composer, the performer should sensibly apply various touches and 
patterns as means of form-making. One could not expect such level of knowledge from the majority 
of musicians, therefore some composers preferred to write out all touches and tonal characteristics 
by themselves, giving detailed instructions for performance. Consequently, musicians of minor 
competence misunderstood the rules of touch application. They saw that some touches were applied 
quite often; without correct understanding of the reason why it was so, they decided that these 
touches should be applied wherever possible. So they wrongfully extrapolated the instructions for 
performance of certain compositions to all compositions of a certain epoch. It is clear that if we 
apply an instruction for one composition to performance of the other one which it doesn't fit it will 
be no good for the music. The fallaciousness of such practice - i. e. of “performance according to 
the instruction” instead of understanding the music - was thoroughly investigated by J. J. Quantz in 
his work “On Playing the Flute” 1 which will be quoted further. 

However these “instructions” survived throughout centuries and are wide-spread nowadays 
exactly as a procedure of performance of whichever composition while the skill of analyzing the 
music texture remains practically unclaimed. 

Above all, it refers to the so-called “authentic” performance, where it is especially audible, 
how thoughtless adhering to the instructions destroys the music (we say „so-called“ and „authentic“ 
because we say about the musicians who does not know how has the barock music to be performed 
authentically indeed). 

For example, we can observe how accentuation of chain construction principle, which is 
optional and by no means obligatory, takes a rough form of execution of the instruction “we play all 
from the upbeat” (instead of a touch hardly perceptible). Which not only brings nonsense to music, 
but also breaks its natural construction. As we have seen, the chain construction is a very delicate 
thing, links of this chain can be of any size, while simple playing “from the upbeat” doesn't suppose 
understanding of these delicacies, doesn't consider the existence and size of these parts: like a bull 
in a china shop, it just breaks and tears the musical texture. 

Another feature extremely noticeable is emphatically, hyperbolically bold phrasing. The 
advocates of such performance strategy often quote antique treatises where downbeats and offbeats 
are justly compared to stressed and unstressed syllables in the words of our speech. Meanwhile a 
simple experiment shows that if we represent difference between stressed and unstressed syllables 
of speech in music we shall get a normal song-like evenness of texture that makes such 
hyperbolically bold phrasing totally impossible. Besides, such phrasing, since it is not a result of 
understanding of composition structure, also breaks inner structural variability of musical texture, 
emasculates it and breaks the composition form. 

These means are applied for simple emphasizing of permanent rhythmical matrix of 
composition which, combined with performance in easier sound, close to the synthetic one 
characteristic of pop-art, turns its sounding into something similar to “disco” style. 

Performance in this sound and by these means is presented as “historically correct” one, 
however it is ajar with a range of historical facts. 

1 Quantz Johann Joachim. On Playing the Flute. The Classic of Baroque Music Instruction. Translated with notes and 
an introduction by Edward R. Reilly. New York, 1966. Pages' numbers hereinafter are in accordance with this edition. 



One of the most serious arguments against such performance are originals of baroque 
instruments on our hand. They have exceptionally rich timbral and dynamic spectra which could not 
but correlate with performing practice of that epoch and apparently had to be used in some way by 
musicians of those times. These timbral and dynamic possibilities of instruments created by masters 
of the past are absolutely lost through easier performance in one third of the volume. 

Performers' rage for bad catgut strings calls for special commentary. The technology of catgut 
strings production was lost as well as production technology of the very instruments: contemporary 
copies of baroque violins are not fit to hold a candle to the originals. The same can be said of catgut 
strings. In these conditions we can say that usage of modem synthetic strings is more historically 
correct, because modem synthetic strings allow to expose the timbral and dynamic abilities of 
original baroque instruments much better than poor copies of baroque strings, called the baroque 
ones only because they are made of the same matter as the original ones, which is apparently 
insufficient basis for such title. 

Let us pass from the specified phonation problems to the description of the most widespread 
means which are part of an “overall instruction” applied in the practice of allegedly “historically 
correct” performance. 

Description of many techniques, accompanied by the recommendation to use them delicately 
and sensibly, i. e. only where appropriate, is common for antique music treatises. 

Let us emphasize once again that senseless and exaggerated application of all these 
techniques in performance of any baroque composition indicates lack of understanding of musical 
texture and leads to destruction of the composition. 

1) All upbeat relatively small values are always performed very shortly, sometimes with 
groundless lingering. 

2) All trills and mordents are played from the upper note and out of time: they start slowly and 
speed up further on. 

3) All dotted rhythms become pointed in such a way that their sound verges towards so-called 
“double-dotted” rhythm. 

4) All passages are played unevenly and out of time; sometimes performers unnecessarily 
stress every downbeat. 

5) A movement in even values in a rather agile tempo tends to be played in an uneven, very 
uncertain “dotted” rhythm resembling that of the “swing”. 

6) Movement in even quarter notes in a relatively slow tempo is often played so that these 
quarter notes are not held long enough and excessively large rests appear between them. In some 
cases these notes sound much shorter than the rests between them. 

7) All slurred notes are played exaggeratedly bold with excessive dynamic difference between 
the relatively strong and relatively weak beats under the slur. 

8) All relatively long notes are often played with significantly exaggerated “inflation” — the 
tenuto. However, lately we have observed that this tendency has become outdated and started to 
fade away. 

9) The author's text is often changed at the discretion of the performer; the appoggiaturas 
appear in different places, destroying the text rigour and purity of line and adding to the musical 
fragment affectation verging on pornography. A melody in slow tempo is often “decorated” with 
performer's “improvisations” and “cadenzas”, according to more or less the following pattern: large 
melodic leaps are fdled with scale-like passages of short values, and second-wide moves are 
adorned by mordents. Sometimes double notes or chords are added. Moreover, chords are neither 
taken together nor broken, but played in a rather peculiar “arpeggio”, which breaks the rhythmical 
structure of a composition even further. 

The problem of “arpeggios” breaking the rhythmical structure existed in J.S. Bach's times 
already, as can be seen, for example, in such warning by Quantz: 

“Broken chords, where three or four strings are struck at once are of two kinds <...> in both 
kinds the lower strings must not be held either in slow or quick tempos; they must be struck quickly 



one after the other, or the effect will be that of a chord arpeggiated in triplets. And since these cords 
are used to surprise the ear with their unexpected vehemence, those followed by rests must be 
played very short and with the strongest part of the bow, i. e. with the lower portion...” Pp. 226- 
227. 


10) At the very end of the composition right before the last chord nearly always a short rest is 
taken, and only after this, as though “with special significance”, the last chord sounds. 

11) A movement in eighths in dynamics “forte” is often played very roughly, pushing the bow 
hair towards the stick to imitate some strong affect. Besides, this performance is often accompanied 
by groundless affectation: the musicians wave their bows in a picturesque way, adjusting their facial 
expressions to the emotion allegedly manifested in the particular musical fragment and at the same 
time showing servile readiness to reflect the emotion of the group leader or the conductor. 

These eleven skills of “overall instruction” are applied so exaggeratedly and boldly that when 
music is performed in such way one sometimes fails to catch even the melodic contours. 

The above described phenomenon existed even in the baroque era and the best musical minds 
of that time fought against it as best they could. This is proved by in the following quotations from 
Quantz. 

“Some persons greatly abuse the use of the extempore embellishments as well as the 
appoggiaturas and the other essential graces described here. They allow hardly a single note to be 
heard without some addition, wherever the time or their fingers permit it. The make the melody 
either too weak through an excessive load of appoggiaturas and Abziiege, or too variagated 
through a superabundance of whole and half shakes mordents, turns, battements, &c. These they 
frequently introduce upon notes which even an insensitive musical ear recognizes as inappropriate. 
If it happens that a celebrated singer has a particularly pleasing manner of introducing 
appoggiaturas, at once half the singers of his country begin to howl and to dampen the fire of their 
liveliest pieces with their offensive wailings; and in this fashion they believe they are approaching, 
if not surpassing, the merits of that celebrated singer. It is true that the ornaments described above 
are absolutely necessary for good execution. But they must be used sparingly or they become too 
much of a good thing. The rarest and most tasteful delicacies produce nausea if over-indulged. The 
same is true of musical embellishments if we use them too profusely, and attempt to overwhelm the 
ear. A sublime, majestic, and vigorous air can be made common and insipid through poorly 
introduced appoggiaturas, and a melancholy and tender air, on the contrary, too gay and bold 
through an excessive load of shakes and other little graces, thus spoiling the balanced design of the 
composer. Hence it is apparent that embellishments may both improve a piece where it is necessary, 
and mar it if used inappropriately. Those who wish to display good taste but do not possess it are 
the first to fall into this error. Because of their lack of sensitivity they are unable to deal with a 
simple melody. They are, so to speak, bored with noble simplicity. Those who would avoid such 
blunders should early accustom themselves to singing and playing neither too simply nor too 
colourfully, always mixing simplicity and brilliance. The little embellishments should be used like 
seasoning at a meal; if the prevailing sentiment is taken as the guiding principle, propriety will be 
maintained, and one passion will never be transformed into another. ” Pp. 99-100. 

The cases when appoggiaturas and other ornaments are appropriate are described: 

“But if many of the former [i. e. consonances, - V.A.] occur in succession, and several rapid notes are 
followed by a long one that is also a consonance, the ear may easily be wearied by them. Hence dissonances must 
be used from time to time to rouse the ear. And in this connexion appoggiaturas can be of considerable assistance, 
since they are transformed into dissonances, such as fourths and sevenths, if they stand before thirds or sixths 



reckoned from the bass, and are then properly resolved by the following notes ”. P. 91. 


The above mentioned large number of consonances occurring in succession is typical for the 
music of long-forgotten second-rate authors, hardly ever performed nowadays. 

On the contrary, in the music of Bach, Handel, Purcell, Rameau and other renowned 
composers consonances and dissonances are balanced so strictly and precisely that by excessive 
appoggiaturas, trills and other “ornaments” one can only ruin the delicate harmony of these 
correlations and damage the music itself. 

Let us quote some more passages referring to the theme of ornaments and other excesses: 

“Beautiful singing ideas, however, which are not likely to become tiresome, and brilliant 
passages which contain sufficiently agreeable melodies must not be varied; only ideas of the kind 
that leave but a slight impression require variations Pp. 134-135. 

“...pieces in the French style are for the most part pieces caracterisees, and are composed with 
appoggiaturas and shakes in such a fashion that almost nothing may be added to what the 
composer has already written”. P. 113. 

“That which should be added in the way of graces is prescribed by the composer; hence the 
performers do not have to understand harmony”. P. 328. 

“If the setting of the Adagio is very flat, and more harmonic than melodic, and you want to add 
several notes here and there in the melody, you must never do so in excess, lest the principal notes 
be obscured, and the plain air be made unrecognizable”. P. 166. 

“The abuse of cadenzas is apparent not only if they are of little value in themselves, as is usually 
the case, but also if in instrumental music they are introduced in pieces in which they are not at all 
suitable; for example, in gay and quick pieces in two-four, three-four, three-eight, twelve-eight, and 
six-eight time”. P. 180. 

“...if none [i. e. no cadenzas - V. A.] are made it is considered a great defect, even though many 
performers would conclude their pieces with more credit without them ”. P. 181 


“Some persons believe that they will appear learned if they crowd an Adagio with many graces, 
and twist them around in such fashion that all too often hardly one note among ten harmonizes with 
the bass, and little of the principal air can be perceived. Yet in this they err greatly, and show their 
lack of true feeling for good taste. They pay as little attention to the rules of composition, which 
require not only that each dissonance must be well prepared, but also must receive its proper 
resolution, if it is to preserve its agreeable character; for otherwise it would become and remain a 
most disagreeable sound, finally, they are ignorant that there is more art in saying much with little, 
than little with much ”. P. 120. 


About dynamics: 

“In practice when the words strong or weak occur, you must adjust your tonguing or bowing 
in such fashion that you give each note greater or less stress. But you must not always take these 
words in their extreme degree; you must proceed as in painting, where so-called mezze tinte or half¬ 
tints, by which the dark is imperceptibly joined to the light, are employed to express light and 
shadow. In singing and playing you must use the diminuendo and crescendo like half-tints, since 
this variety is indispensable for good execution in music”. Pp. 172-173. 



“The Forte and Piano must never be unduly exaggerated. The instruments must not be 
handled with more force than their constitution permits, since the ear will be most disagreeably 
affected, especially in a small place”. Pp. 274-275. 

“It must be used with great discernment, however, lest you go from one to the other with too 
much vehemence rather than swell and diminish the tone imperceptibly”. P. 165 

And, at last, about the performance itself: 


“Execution also must be easy and flowing. No matter how difficult the notes performed may 
be, this difficulty must not be apparent in their performer. Everything of coarse, forced disposition 
in singing and playing must be avoided with great care. You must guard against all grimaces and, 
as much as possible, try to preserve in yourself a constant composure”. P. 124 


“A beginner [valid for experienced musicians as well - V.A.] must guard against making any 
unnecessary or constrained gestures with his head, body, or arms; although this is no a vital matter, 
they may produce a disagreeable effect upon the listener. ” P. 110 


The last phenomenon needs thorougher consideration. First of all, we should mention that 
music is an audial art, not a visual one. Certainly, in the course of development of music there 
appear synthetic audiovisual forms, such as, for example, the ballet or the opera, but even in these 
forms of art spectators and listeners watch the artists who represent the visual part of the 
composition rather than the orchestra musicians. While combination of playing the instruments with 
demonstration of some action is typical for the primitive and uncultivated forms of art widespread 
in those times when the musical part of the performance was not yet developed, so it didn't have its 
own expressiveness and was secondary in relation to some more significant action. As the example 
we can take the buffoonery both Russian and of Western; ritual actions held together by tribesmen 
living in primitive communal system which went along with some important events in their life 
(expressive ritual dances accompanied by drums or other uncomplicated sonic act), the Shamanism 
rites and other cultural phenomena of the sort. The decisive effect is produced by rhythm and 
gesture rather than music: rhythm of gesture is additionally emphasized by means of music, and the 
gesture itself in the large sense of the word invites the audience to join the action. The gesture effect 
on the spectator is an appeal to repeat it and to become thereby emotionally involved in the action. 
This is based on natural instincts: even a toddler, who can't speak yet, watching others moving 
rhythmically, starts to “dance”, and this basic mechanism works throughout the whole human life. 

As the art develops, there appears an evident differentiation between music as accompaniment 
and music as independent art. Thus, in Russian folk tradition the most striking example of easy 
accompaniment is the so-called “gremezen”, performed on the accordion to keep time for dances 
with chastushkas. At the same time there exists Russian folk polyphony - choral singing which 
requires very attentive listening and thus goes unaccompanied, without any extra movements. 

It is clear that music that aspires to exist independently should be rather substantial, and it is 
the responsibility of the composer; it should be performed so that the contents are demonstrated in 
full and not lost, and it is the responsibility of the performer; and, at last, the listener should be 
qualified enough to understand what this music really contains, so that the music doesn't seem to 
him a “poem in Martian language”. 

If one of these three components is developed insufficiently, music starts to gather 
compensative elements from other forms of art, whose effect is directed to other sense organs, not 
the ear. Thus, with lack of content-richness in composition, there appears primitive music which can 
be heard, for example, at the disco or at pop concerts, and needs to be accompanied by either strong 
visual effects as “laser show”, or backup dances again. As a variant, the mere sound volume can be 



intensified so that it no longer addresses the ear, but rather tactile sensation (this is especially 
popular among car owners). 

As an example of music which is a result of listener's unpreparedness to perceive contents 
only through music we can take sacred chants of American evangelic communities whose members 
are mostly of African descent. This music, being spiritual by intention and by contents, distinctively 
differs from Bach's sacred music. It happens this way, because the range of perception means of the 
congregation is mostly limited to those suitable for the perception of traditional folk art forms only. 
As a result, any contents have to fit that form, in order to ease the perception. Conversely, a person 
educated in the Westem-European classical tradition won't apprehend the emotional contents of jazz 
compositions adequately, lacking background knowledge. 

And finally in the case when the music is rich enough in content, the listeners are prepared 
enough, but the performers lack mastery to express the content in sound, we have to watch the 
“baroque dances”, because the performers fail to fill the audio channel with information, and 
compensate it with the same old means of emotional communication - i. e. rhythm and gesture. 

The described performing practice has negative consequences in the area of shaping listener's 
level: the hearing brought up on such performance becomes insensitive to alternative variants of 
performance. As a result, the listener appreciates music only within the framework of the above- 
mentioned phenomena; namely, the “visibility” and “boldness” of its representation. 

A performance of real delicacy and profundity is considered nerveless and uninteresting, 
monotonous playing. A separate issue is the automatic negative response, triggered by phonation 
with “vibrato”. When hearing it, the performers and listeners brought up on “baroque” performance 
practice identify the performance as “unauthentic”, i. e. certainly incorrect, heavy, monotonous one, 
and give up listening at once after first bars. 

Summarizing all the aforementioned, we can observe that nowadays under the banner of 
“historical authority” pop art performance principles are exported to baroque music. As we have 
ascertained it happens due to ignorance of basic principles of musical construction. 

The appearance of such practice may have its own serious grounds and may have a further 
development which is so far unknown to us; however, to be fair, we should say that simple sensible 
performance in full sound where all dynamic and timbral spectra of true historical instruments are 
shown, is far more historically correct and authentic than imitation of such sensible performance 
with unnaturally bold touches, slurs and dots together with “baroque dances” on stage with 
instrument in hands. 

All in good measure; any performer who can see the structure of musical texture and its 
construction, will never go against this structure, against the work's nature; but will cooperate with 
this nature and reveal it in sublime, majestic, and vigorous performance. 

The validity of all the above-said can be fully felt, if one systematically listens to classical 
compositions performed by the authors themselves, as there are a lot of recordings: Brahms, Grieg, 
Saint-Saens, Arensky, Taneyev, Scriabin, Rachmaninoff, Debussy, Stravinsky, Mahler, Prokofiev, 
Shostakovich, Ravel, De Falla, Ysaye, Enescu, Granados, Gershwin, Busoni, Albeniz, Villa-Lobos 
and many others. 

The reco mm ended practice of listening to compositions performed by authors themselves lets 
the musician become acquainted with the author's original intention and, above all, to form an 
approach to correct natural interpretation of compositions and to the very act of music-making on 
the whole. 

J.J. Quantz: 


“It is well known that many excellent musicians have distinguished themselves who have had 



no other master than their great natural ability, and the opportunity to hear much that is good”. 

P.17 

With this recommendation we finish our book. 



